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Abstract: The design profession evolved during technologically transformative times
of industrialization. While the requirements of mass production have been the major
paradigm shaping the nature of industrial design education in industrialised countries,
developing countries also embraced it despite their late and peculiar processes of
industrialisation. The idea was that the industrial sectors in these countries would also
need industrial designers who are able to design products for mass production. This,
in turn, caused the ignorance of crafts or at best the view to keep them as a source of
product ideas that would appeal to tourists or export markets looking for “authentic”
products. In this paper, we will explore the past and current ways of linking with crafts
in design education in three countries with different historical backgrounds and
industrialization experiences. We identify some of the notable differences and
overlaps in the integration of crafts in design schools in three different countries and
show reciprocal influences between crafts and design schools with a modernist
tradition.
Keywords: craft; design profession; transformative times, comparative exploration

1. Introduction
In this paper, we overview three cases of integrating crafts into their curriculum by three
design schools in three countries with different paths of industrialisation and cultural
heritages. The paper highlights common aims, purposes and changing frameworks in these
three contexts and argues that emphasis on crafts occurred as a way of responding to the
local needs and challenges.
The design profession evolved during technologically transformative times of
industrialization particularly as a counterweight to mechanistic and machine-driven
industrial revolution. Movements like the Arts and Crafts Movement in the UK, Deutscher
Werkbund and later the Bauhaus can be cited as major attempts to reconcile crafts
traditions with industrial mode of production. Crafts in this context of transformation led to
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potential improvements of industrially produced products in experimental laboratories – e.g.
examining and modifying production processes and exploring material to learn about
possible options (Padt, 2017, p. 183). These progressive ideals rapidly spread across Europe
and inspired the formation of numerous design schools in Europe and across the world
(Bittner and Padt, 2017). The term ‘crafts’ is not a static concept, instead it has in itself
changed its meaning in the course of time according to historical background. In fact the
concept of crafts has been discussed as something that was no longer needed in the market
of industrialised products and was largely linked to a backward-looking idealism (Bittner and
Padt, 2017). For this paper the term crafts refers to the general heading of all types of
professions engaging in the manual production of things, a practice involving craft
competences - skills, methods and knowledge as we are interested in if and how crafts and
design interrelated in design curricula in different contexts and throughout times. Linked
from the start, crafts and design education have a long, shared history in which they have
turned to each other and connected in ever-changing constellations. However, with the
process of industrialization, the replacement of manual production with machine
production, we have also experienced that crafts were seen as outdated and lost their
relevance with regard to fully industrialised systems of production and outputs of these
systems. This phenomenon had an impact on industrial design education particularly as
industrial design is typically linked with mass production. Eventually, crafts and design did
not develop in synthesis in schools of design, instead fragmentation became the norm,
divided into the categories of designer, artist and craftsman. “Craft was cut off from fine art
and fissured, with makers mostly working obsessively in one medium, be it ceramics, stained
glass weaving or calligraphy.” (Harrod, 2018, p. 26) In a reverse conclusion, Glenn Adamson
states that industrialization was indeed the moment where craft was invented (Adamson,
2013).
While the requirements of mass production have been the major paradigm shaping the
nature of industrial design education, developing countries also embraced it despite the
delay in their industrialization processes compared to developed countries. Industrial design
education had been started with a future view that the industrial sectors in those countries
would also need industrial designers who would be able to design products for mass
production. This, in turn, caused the ignorance of crafts or at best the view to keep them as
a source of product ideas that would appeal to tourists or export markets looking for
“authentic” products.
However, we also see that there are cases where craft is being re-attributed to design across
different cultural contexts – e.g., through digital production, or within social design projects
that involve performative craft processes, often focused on storytelling, and frequently of
artisanal nature. In this paper, we will explore the past and recent ways of linking with crafts
in design education in three countries with different historical backgrounds and
industrialization experiences.
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2. Methodological approach
Our question is an exploratory research question in so far as we wished to study a so far
poorly understood phenomenon. This implies an inductive research approach, where
knowledge and theories are created collecting facts that provide the basis for laws (Flick,
2009:69). A strategy of maximal comparison of cases that are as different as possible
appeared as a particularly appropriate research strategy, because it allows for investigating
differences and similarities to a range of issues included in concrete situations (ibid:122). For
this paper, we focused on the experiences of three design schools based in Switzerland,
Turkey and India in terms of their approach and efforts in integrating crafts into their
curricula to explore the similarities and/or differences. Although the cases seem to follow
the principle of convenience or the “ones next door” as suggested by Langrish (1993) as they
are also the schools where the authors currently work, and they are, in fact, unique
examples in their practices in relation with crafts. They are also comparable in the following
aspects:
1. The schools represent design curricula originally influenced by modernist
movements;
2. The schools have a particular focus on product/object design
We settled on a selection of the three schools based on the above criteria.
In each case, we will first explain the historical context in which crafts and design education
intersected.

3. Three schools, three perspectives
Industrial design as a profession emerged as a result of division of labour. Division of labour
meant that designing as a function had been separated from making. Design education
reflected this phenomenon and designers had been educated as team members in product
development units specialising in conceiving new product ideas that would be engineered
and prepared for production by other specialists in the team. This idea has been imported to
developing countries that want to establish their own capacity to design new products,
leading to an unfortunate consequence such as the neglect of crafts traditions and knowhow in some of those countries. However, some countries have either found ways to
reconcile the requirements of modern production with their crafts heritage or have
rediscovered the importance of crafts.
In this section we put our three distinct cases through which we discuss the similarities and
differences of the approaches in the practice of design education and its linkage with crafts.

3.1 Swiss perspective
In Switzerland, as in other western countries, industrialization started early, and it enabled a
huge increase in production with falling unit costs. Towards the end of the 19th century, it
had become difficult for the craft sector to compete in the local market with standard copies

3

Bettina Minder, Özlem Er, Shilpa Das

and adaptations of old handcrafted ornaments applied to a range of industrialised products including liturgic objects, which were, at the time, particularly important for the craft sector
in Central Switzerland. The Lucerne School of Arts and Crafts was founded in 1877 and it was
established to actively promote crafts products as high-quality products from craftsmen with
artistic training for the arts and crafts sector, which distinguishes them from industrial
produced objects (Christen, 2017, p. 68). A healthy link between craft and design, therefore,
stood at the outset of Lucerne design education. The link between craft and design grew
from the need for an independent discussion of forms and material in a separate discipline –
design (Schindler, 2016).
The biggest change for the Swiss relation between craft and design education concerns the
relocation of production sites. The relocation of companies to Asia (in the textile industry
from the mid 1960s) had a serious impact on the meaning of craft in design education.
Schindler (2016) highlights the limited opportunity for design students to develop products
in close dialogue with the manufacturing industry, as it often requires travelling across
continents. This had an enormous impact in the manner crafts were embedded in design
education for it closed opportunities for students at the School to develop products with the
local manufacturing industry. Instead, the Lucerne curriculum often works with the
collections of museums and archives as a source for inspiration and material
experimentation. This includes the use of the collection of the National Museum
(Landesmuseum) in Zurich, The Textile Museum in St.Gallen, the Materials Library in the
Trade Museum in Winterthur. Regular student and lecturer exchange complement this
practice.
In Switzerland, the Lucerne School of Art and Design developed important pillars of
educational offerings. During the interwar period, when the school navigated between the
poles of an urban reformist modernist movement and an atmosphere of narrowness from
catholic-conservative circles. The creative combination of art, design and craftsmanship, and
a studio approach to design education became important and assigned a central position in
the design curriculum. This particularly highlighted training in workshops, which is still one of
the main elements that characterises the design education in Lucerne today (Christen, 2017,
p. 110/111). The studio approach highlights workshop time, which is considered (and
criticised) to be essential for socialising students into a design practice that is essentially selfabsorbed (Stevens, 1995). Typically, design students are surrounded by their peers many
hours a week, rather than sitting in anonymous lectures for a few hours a week, often
learning design processes and techniques from experimenting and watching others. The
attention and time such design projects require can make the (craft) world outside less
important. From what we observe at the Lucerne School of Art and Design today, several
developments become recognizable, described in the next sections.
One lies in the synthesis of craft with design, and industry created in digital production,
where digital technology and craft are no longer opposites but a unity – e.g., becoming
apparent in terms such as digital materiality, digital crafting (Schindler, 2016:7). Focus is
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placed on the value of tailor-made products, which produce unique solutions for individual
needs in small series or even one-off pieces. This includes a DIY focus that promotes craft as
a problem-solving approach, which employs iteratively cycles of experimentation that work
towards solving a problem. Craft is understood as something that sits not only in the
sculptor’s workshop or in the glass-blower studio, but as a means and way of a creative
exploration in the process of production and designing. A particular focus on this hands-on,
minds-on approach can be found in the Future Laboratory of the University, the CreaLab
(https://sites.hslu.ch/crealab/) , including people from the Art and Design School as
facilitators to this approach. Design Master projects can illustrate examples where designers
extensively collaborate with craft people in or outside Switzerland: Sabina Braegger
(http://sabinabraegger.ch/) collaborated with people from leather processing people and
developed accessories using fish skin from caviar production. By Maria (https://bymaria.ch/)
links Swiss designers with Colombian shoemakers in an online platform. The founder,
Catalina Cardozo emphasises on paying fair shares and introducing that price transparency
‘changes everything’. A third example is Marie Schumann’s ‘soft spaces
(http://www.marieschumann.de/). The project collaborates with a textile company in
Switzerland and textile industrial infrastructure provided by a Dutch foundation to create
objects that stretch filigree threads in space to form “floating threads”. Thus, authenticity,
and imperfection as a signature of uniqueness and individuality is emphasised.
In a market and society that re-evaluates established production principles and values in the
view of global crises, sustainability and human-centeredness that craft brings into design
education today are much demanded qualifications beyond the industrial design sector - e.g.
in organisations and communities, which aim at expanding their potential and increase
responsiveness required in changing markets (Yair et al. 2001). Finally, discovering craft
qualities in social design projects does make designers experienced collaborators and
cultural mediators (Niedderer et al., 2011).
In terms of the relationship between craft and design in Switzerland we conclude: The
implicit character of these craft elements in design education conceals their mutual
connection to craft as a process of learning and understanding through material practice
(e.g. Nimkulrat, 2012; Sennett, 2008). The collaborative experience and intercultural
expertise of designers from involving in intercultural craft projects is often underestimated e.g., collaboration or intercultural competences is not something that is evaluated in design
projects. Both, more explicit emphasis on opportunity discovery from a focus on
collaborating with crafts and a more explicit focus on collaborative experience from craftrelated projects would benefit a contemporary design education in Switzerland in that it
would create positive competitive advantages to graduates.

3.2 Turkish perspective
Despite the deeply rooted artisanal organisation and manufacturing history (for example,
Quataert ed., 1994), the industrialisation process in Turkey was slow and developed
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relatively late. After the establishment of the Turkish Republic in 1923, a process of
industrialisation came into being mainly in order to create substitutes for imported products
from industrialised countries.
Although there were some early attempts to bring arts and crafts education to rural areas in
Turkey through the establishment of Village Institutes (Vexliard and Aytaç, 1964), their
development was stopped due to ideological reasons similar to the closing of the Bauhaus
school in Germany. Following this interruption, the Turkish design scene has not been
productive in terms of developing novel ideas specifically addressing local needs. Like most
of the newly industrialised countries, Turkey started her industrialisation process on the
basis of imported technologies. Like the technologies, design education was also imported as
part of a ‘modernist development paradigm’ (Bonsiepe, 1991; Er, H. A., 1994). Late-comer
industrialisation – a process that Turkey has gone through, along with other developing
countries – is based on learning rather than invention or innovation (Amsden, 1989) and
sequential in nature, aiming finally to catch up with the industrialised countries. The
catching-up mentality and the ethos of modernisation on the other hand, meant that craftbased production, ‘the traditional means of production’, were seen as inferior or simply
ignored by design education (Er and Kaya, 2008). As design education was imported like the
technology itself, its links with the local reality have remained weak (Er and Er, H. A., 2006).
However, the early modernist attitude towards the local context, as largely adopted by the
Turkish design community as seeing it as a ‘past influence’, has started to change towards a
new attitude. This new attitude values the local context as a rich source of new problem
definitions, new forms of practice and a source of inspiration (i.e. Er and Akay, 2001; Mutlu
and Er, H. A., 2003). While professional designers were more active in embracing this new
attitude and started to operate in the traditional artisanal production clusters in Istanbul,
such as in Grand Bazaar and Galata, design education also started to build formal bridges
with the local crafts people and production capacity. Some examples of this kind of
connection are reported in various publications (i.e. Deniz et al., 2015; Orlandi Coşkun et al.,
2015; Er, 2019).
In this paper however, we will solely explore the case of the Department of Industrial
Design, Istanbul Bilgi University as it is a unique case in adopting a specific model of
engagement with craftspeople situated in historical hubs of production in Istanbul that was
initiated by an independent designer, namely “the Made in Şişhane“ project, to its
undergraduate program in a formal way. “Made in Şişhane” is a long-term project that aims
to pair Turkish master craftspeople with contemporary designers to preserve and upgrade
the existing artisanal production capacity in the historical parts of Istanbul. The Made in
Şişhane project was initiated by Aslı Kıyak Ingin in 2006 during Istanbul Design Week with
the aims of, first creating an awareness about the existing production networks in Şişhane
(an historical district in Istanbul) and later, enriching them with the participation of
designers, artists and architects. Through their creative moderation, the project aims to
maintain existing interactive production networks in the area and their long-term survival.
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The initiatives started and followed by Made in Şişhane, such as Informal Academy
workshops and the government funded Usta İşi Beyoğlu project, paved the way for an
internship program titled as “Apprenticeship in Product Design” by the Industrial Design
Department at Istanbul Bilgi University. The initiators of this programme explained its main
aim as follows: “Conceived for the first time in 2013, ‘Apprenticeship in Product Design’program” aims to fill the gap between the domains of local craft workshops and academy,
bringing together design education with craft skills, know-how and micro-scale production in
the city”. (Kıyak Ingin and Altay, 2014). Second year industrial design students work as
‘apprentices’ in local craft workshops for one semester, and, in parallel, they develop their
design projects. “As ’’apprentices”, students observe, take part in and get closely
accustomed to the everyday working environment of the workshops and their network
(Kıyak Ingin et al., 2018).
This specific format for the studio class ID 201, starts with a syllabus defined as Material
Diary with the aim of creating an informal diary/guide for the local production systems and
material knowledge by the students. It then continues with a syllabus defined as Craftsman’s
Diary. In 2017 the design course ‘Apprenticeship in Product Design: Kapalıçarşı’ took place in
the Grand Bazaar area. After this specific semester, it continued to focus on Şişhane district
and it was renamed as Objects of Şişhane with the additional aim of building a brand for the
outcomes of this particular design studio. This format was enabled with the proximity of the
university location to the historical craft neighbourhoods of Istanbul. All elements of the
design studio class are relocated to the selected craft neighbourhood, including individual
and group critical feedback sessions. The focus on craft neighbourhoods in Istanbul at the
Industrial Design undergraduate programme at Bilgi University led to some graduate
projects in using craft knowledge and production methods (Altay and Öz, 2019).
The inclusion of apprenticeship in design into the undergraduate industrial design education
in the context of a studio course is a unique example in Turkish design education.

3.3 Indian perspective
Throughout India, a staggering range of craft traditions have held sway for thousands of
years from the rough-hewn functional objects of daily use using local materials and simple
technical processes to sacred votive artefacts to objects of a high degree of craftsmanship
and technical excellence having symbolic value. Over millennia, the crafts have been imbued
with social, economic, cultural and religious influences forming a rich tissue of traditional
wisdom (Dhamija, 2002; Jaitly, 2012; Agarwal, 2015; Choubey, 2021).
Noted American designer Charles Eames in his India Report (1958) recognised this sociocultural embedding of crafts in India, which served as a lodestone when the National
Institute of Design (NID), India’s premier design institute was set up in 1961.
In the early years, NID supported a few research studies on crafts with a focus on
ethnographic studies such as the study of culturally significant textiles such as mata ni
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pachedi undertaken by Joan Erikson (1970) as well as crafts of Ratadi by anthropologist
Eberhard Fischer and artist Haku Shah (1970), and on kalamkari tradition by historian Lotika
Varadarajan (1982). Over the years, other remarkable books on crafts have followed from
arduous research by faculty at NID such as the Crafts of India: Handmade in India by Ranjan
and Ranjan (2007), Of Fibre and Loom by Varadarajan and Patel (2008), and Indian Crafts in a
Globalising World by (the author and Hasija) (2017). The research that led to these books
shaped a certain kind of creative sensitivity, intellectual and aesthetic culture at NID, planted
the desire to learn from India’s myriad craft traditions, and laid the foundation for craft
documentation, an integral part of the design curriculum at NID from the late 1970s
onwards all of which heavily influenced design pedagogy on crafts for social change. Two
other notable works were done in the IDC, IIT Bombay by two NID alumni (Rao and Koli
1994; Sabnani 2014).
Craft Documentation is offered in the departments of Textile Design, Apparel Design, Toy
and Game Design, Ceramic and Glass Design, Lifestyle Accessory Design and even in an
Industrial Design discipline like Product Design and for a few years, in Furniture and Interior
Design. It is a field-based course that allows students to gain first-hand experience of a craft
tradition in practice and calls for an immersive study resulting in concise textual
documentation. The course encourages students to focus their enquiry on the product in its
own environment, its making, and its technique of use. Further, it is a holistic approach to
appreciate the cultural significance of the craft, the vast vocabulary of craft techniques, the
use of indigenous materials, its ecological and climate related aspects and how a craft
provides a sustainable way of life. The course provides the student an opportunity to see
his/her role in the crafts and cottage sector and realise what it means to work for this sector.
At a macro level, it leads to an understanding of the deeper significance of design in India
and how it may lead to social innovation. Over the years, inspired by NID, other design
institutes in India have also included it in their own curricula.
NID has also undertaken craft promotion activities. Towards this end, it undertook
remarkable projects such as the one for Jawaja in Rajasthan in 1975 (Matthai, et al., 1984). It
entailed action-based learning and exploration of the dynamics of development of
disadvantaged groups in rural areas. Looking for livelihood opportunities for the community
at Jawaja, the team (comprising both faculty and students) gradually discovered that the
artisans had weaving skills and leather-crafting skills, an instinctive understanding of design,
and also the ability to innovate. NID decided to take these up for design intervention on
weaving and leatherwork (www.jawajaleather.com).
NID’s Outreach programs have, in the remotest regions of India, worked at promoting and
strengthening existing craft-clusters turning them into professionally managed and selfreliant community enterprises improving their livelihood opportunities and assisting them
in producing goods to deal with changed market conditions. These socially-innovative
initiatives include capacity building of artisans, design and infrastructure development,
grassroots innovations, research and documentation, setting up new institutions etc. The
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design support provided by NID has considerably expanded the reach of craft products in
domestic and global markets. Artisans from across India come to NID, conduct workshops
during students’ design projects whereby students get an opportunity to learn directly from
them.
In recent years, Outreach undertook a project titled “A Composite Design Study of Fibres,
Fabrics, Looms and Tools, Uses and Cultural Indicators'' for the Indira Gandhi National
Centre for the Arts (IGNCA), to document textile traditions of the seven Northeast states of
India. NID faculty from Textile Design drove the research for each state as project heads.
Swasti Singh Ghai, faculty from Textile Design states, “in recognition of the ability to
document textile-craft practices in various modes- sketch, interviews, participant
observation etc., the project engaged textile design alumni in the capacity of research
associates.” She adds that the project also harnessed the culturally sensitive abilities that the
students gain through craft documentation, by sponsoring four graduation projects of sixmonth duration. One of the bachelors’ students, Abhinav Dhoundiyal worked in Nagaland,
with a Naga tribe, to revive and rejuvenate their natural dye practices. The outcome was an
elaborate shade card which expanded on the traditional dye palette and further built upon it
with the non-traditional understanding of use of mordants etc. Today, Dhoundiyal runs his
own company which works with the weavers of Uttarakhand and sells hand knotted local
wool textiles under the brand name of Peoli (www.peoli.in). Another alumni, Swati Venkat
facilitated revival of card weaving tradition among the Monpa tribe in Arunachal, through a
series of workshops for the youth. She later undertook masters in history of design at RCA,
London and has been working with museums on various projects. NID alumni Rebecca
Reubens has a career in sustainable development where craft is a vehicle for eco-income
generation. She says, “crafts importance as an ideological framework through which
sustainability can be addressed holistically continues to grow and we work in this vein
through my studio Rhizome in Ahmedabad (www.rhizomedesign.co.in).”

4. Comparative Analysis and Conclusions
The very understanding of crafts covers a broad spectrum in the three specific geographies.
In India, the term ‘crafts’ specifically implies those activities that entail the conversion of
specific materials into products, using primarily hand skills with simple tools and employing
the local traditional wisdom of craft processes although the sector has seen much
mechanisation too in recent times. Turkey had a similar long-standing understanding of
crafts in its deep rooted artisanal and manufacturing history, which underwent a change in
the second decade of the twentieth century borrowing from a western industrial idiom. In
Switzerland, the span of just 60-65 years led to a sharp difference in the way crafts were
perceived, altering their meaning substantially and divesting them from the context of
industrial production.
A comparison of how crafts integration is done at the three design schools throws up several
similarities and differences. In both Turkey and India, design education was introduced as
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part of a wider program of modernisation under the rubric of the ‘modernist development
paradigm.’ But while in Turkey, crafts-based production was considered as past-experience
and hence, ignored by design education at first, with design education starting to connect
with local crafts people gradually with time, India witnessed a case in contrast. In newly
independent India, there was a tremendous sense of social responsibility including for the
crafts sector (they were mentioned in its first Five Year Plan) that went hand in hand with its
own industrial revolution and development agenda. Crafts were integrated into the
curriculum at the National Institute of Design in several distinct ways, not the least being
that craft documentation was mandated from its formative years itself and its varied
disciplines engaged with craft-based design development. Similarly, craft was at the
forefront since the inception in 1876 of the erstwhile Lucerne School of Arts and Crafts in
Switzerland (now known as the Lucerne School of Arts and Design) with a good synthesis of
art, craft, and design. But from the mid-1960s, the relocation of many production sites to
Asia, led to several locally manufactured products turning into luxury products for a niche
market severing all links with industrial production. This had an enormous impact in the
manner crafts were embedded in design education for it closed opportunities for students at
the school to develop products with the manufacturing industry. Thus, the meaning of craft
itself significantly changed here.
The new attitude towards crafts in Turkey that accords value to local context is in
consonance with the deep appreciation for the rich heritage of crafts in India. Each of the
three design schools has something unique in relation to crafts. The “Apprenticeship in
Product Design” program offered by the Industrial Design Department at Bilgi University,
Istanbul and the design curriculum at NID in India including its Industrial Design disciplines
show parallels in embedding craft-skills and know-how in the curriculum. Apprenticeship
of industrial design students at Bilgi University for an entire semester with master craftsmen
in local craft workshops even while working on their design projects is unique among the
three institutions. Similarly, remarkable is the Lucerne curricula drawing heavily from
museum collections and its own archives for inspiration with respect to patterns, motifs,
forms and material. NID’s engagement with the crafts sector continues to thrive in all its
different forms in design education serving as a benchmark for other design schools across
India. Its archives contain more than a thousand craft documents on the myriad craft
traditions of India.
Our paper identifies some of the remarkable differences and overlaps in the integration of
craft in design schools, but it also shows a lack of understanding of how craft has influenced
the curricula in different countries - or vice versa, how craft has influenced the curricula
through craft approach. The craft history and the inclusion of craft across different design
schools with a modernist tradition remains to be explored in future studies.
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Appendix: Internet sources
Turkey
•

https://xxi.com.tr/i/kent-ici-zanaat-bolgeleri-ve-tasarim-egitimi

•

https://id2022015.wordpress.com/projects/

•

https://studio-kapalicarsi.tumblr.com/about

•

https://materialdiary.wordpress.com/

•

https://craftsmansdiary.wordpress.com/about/

•

http://tbap.iksv.org/projects/istanbul-bilgi-university-3/?lang=en

•

https://id2022015.files.wordpress.com/2015/03/id202_project2.pdf

•

https://issuu.com/lianakuyumcuyan/docs/lianakuyumcuyan_portfolio_20142019

India
•

https://www.jawajaleather.com

•

https://www.bauhaus-imaginista.org/articles/687/jawaja-project

•

www.peoli.in

•

www.rhizomedesign.co.in

•

http://www.agrao.in/10-books-manuals-and-reports

Switzerland
•

http://www.marieschumann.de/

•

https://bymaria.ch/

•

http://sabinabraegger.ch/produkte/

•

https://sites.hslu.ch/crealab/
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